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INTRODUCTION
Veronica Innocenti, Università di Bologna
In the past few years television serial narratives have gone through some relentless changes in 
their structure, as well as in the way they are perceived and “used” or “re-used” by the audiences. 
This new wave of serial production has been quite well analyzed by scholars from different coun-
WULHV7KHUHIRUHVHYHUDOERRNVDQGHVVD\VKDYHEHHQSXEOLVKHGWKDWIRFXVRQGLIIHUHQWDVSHFWVRI
serial productions, from the narrative construction to the audience reception. Nevertheless, the 
main focus of these studies seems to always be on US productions. This issue of Cinéma & Cie 
aims to draw more attention to European TV series.1
Several factors deserve the focus of this issue dedicated to serialized audiovisual content pro-
duced in Europe. First, TV serial narratives have become one of the most successful among 
WUDQVQDWLRQDOO\GLVWULEXWHGPHGLDSURGXFWVEHQH¿WLQJERWKSURGXFHUVDQGGLVWULEXWRUV6HFRQG
these cultural products appeal to a wide range of consumers, are a common factor across European 
PDUNHWVRWKHUZLVHGLIIHULQJLQPDQ\VLJQL¿FDQWDVSHFWVDQGDUHGHVLJQHGWREHHQMR\HGWKURXJK
GLIIHUHQW GHYLFHV IURP FRQYHQWLRQDO EURDGFDVW WHOHYLVLRQ WR WKH ,QWHUQHW7KHVH IDFWRUVPDNH
audiovisual serialized formats suitable for investigating potential transformations/trends and the 
construction of the cultural imagery of media convergence in Europe. The digital production, 
distribution and consumption of contemporary TV series allow a continuous reshaping of content. 
7KLVPRGXODULW\ÀH[LELOLW\DQGIDVWSDFHGDGDSWDWLRQRIIHUWKHRSSRUWXQLW\IRUVHULDOL]HGFRQWHQW





Italian situation, where the serial production starts simultaneously to that of the public TV system.2 
7KH¿UVWVHULDOVSURGXFHGE\5$,DQGFDOOHGsceneggiati, mainly based on novels and literary 
ZRUNVGDWHEDFNWR)RUDORQJWLPHWKH³VHULHDOO¶LWDOLDQD´,WDOLDQVW\OHVHULHVKDVEHHQ
characterized by the limited number of episodes lasting 90 minutes each and by a multistrand nar-
UDWLYHVWUXFWXUH6FKRODUVRIWHQWDONHGDERXWD³ZHDN´VHULDOPRGHOPDLQO\EDVHGRQWKHDOUHDG\
existing familiarity of the audience with the plots: biopic, products inspired by true stories and 
literary adaptations.37KHYHU\VDPHGH¿QLWLRQRI³VHULHDOO¶LWDOLDQD´ZDVFRLQHGH[SUHVVO\WRPDUN
the discontinuity toward other serial formats.
The golden age of the Italian “sceneggiato” lasted until the beginning of the 1980s, when the 





serial products, mainly coming from the US, that had just invaded the programming, especially on 
commercial broadcast TV.5 Nowadays, the production of TV serial dramas is indicated in Italy as 
³¿FWLRQ´6LQFHWKHPLGVZLWKWKHUHVXPSWLRQRIQDWLRQDOSURGXFWLRQ,WDOLDQ79VHULDOQDUUD-
WLYHVDGRSWHGDVSHFL¿FSURGXFWLRQV\VWHPVXFKDVVRDSRSHUDVWKURXJKWKHSURGXFWLRQRIVRDS
OLNHSURJUDPPHVVXFKDVUn posto al sole (1996-) and Centovetrine (2001-). Moreover, we have 
EHHQZLWQHVVLQJDVLJQL¿FDQWLQFUHDVHLQWKRVHSURJUDPPHVWKDWSUHVHQWDPXOWLVHDVRQDOFRQWLQXL-
ty (such as Distretto di polizia, 2000-2012; La squadra, 2000-2007; RIS – Delitti imperfetti, 2001-
2009; Tutti pazzi per amore, 2008-), as it often happens with American TV serial productions. 
7KH RSHQLQJ WRZDUG ORQJHU IRUPV RI VHULDOL]DWLRQ LV XQGRXEWHGO\PHGLDWHG E\ WKH NQRZOHGJH
of American, European and Extra-European serial formats. It is not by chance that many Italian 
productions are in fact adaptations of original foreign formats, as it happens for instance with Un 
medico in famiglia (1998-) and I Cesaroni (2006-), based respectively on the Spanish formats Un 
Médico de familia (1995-1999) and Los Serrano (2003-2008); with Love Bugs (2004-2007), Ital-
ian adaptation of the Canadian format 8QJDUVXQH¿OOH (1997-2003) and of its eponymous French 
version (1999-2003); but also with La squadra, based on the British The Bill (1984-2010) as well 
as with Un posto al sole, adapting to Naples the Australian format Neighbours (1985-). The most 
recent case is In treatment (2013-), inspired by the American production (2008-2010), which in 
turn based on the Israeli show BeTipul (2005-2008).
+RZGRHV ,WDOLDQ79VHULDOSURGXFWLRQ¿W LQWR D79HQYLURQPHQWPRUHDQGPRUHFKDUDFWHU-
L]HGE\WHFKQRORJLFDOLQVWLWXWLRQDODQGFXOWXUDOFRQYHUJHQFHSURFHVVHV"6 It is evident that serial 
QDUUDWLYHVKDYHEHFRPHPRUHÀH[LEOHWKDQWKH\ZHUHLQWKHSDVWRYHUÀRZLQJWKHXVXDOWLPHDQG
space boundaries and spreading on several channels through complex production and promo-
tional mechanisms able to generate strong involvement and participation of the viewers. When 
compared to the more traditional TV programming and shows, contemporary serial production is 
HYLGHQWO\PDUNHGE\DQRSHQQDUUDWLYHVWUXFWXUHE\LWVHDV\UHSOLFDELOLW\LPPHGLDWHUHPL[DELO-
ity and permanent extendibility on other media.77KHVHIHDWXUHVGH¿QHWKHWUDQVPHGLDQDWXUHRI
FRQWHPSRUDU\79VHULDOSURGXFWLRQDQGDOORZWKHYLHZHUWRNHHSDQDFWLYHUROHLQWKHSURFHVVRI
construction and development of the narrative universe, fragmenting and diversifying the viewer 
experience in different formats and on different channels.8
As far as the formats are concerned, we are seeing the birth of new serial narrative models, orig-
inated by a matrix product designed for TV fruition. In fact, it is now very common to produce a 
YDULHW\RIDQFLOODU\SURGXFWVWKDWDUHRULJLQDWHGE\WKHGLHJHWLF¿FWLRQDOXQLYHUVHRIWKH79VKRZ
For instance, the viral promotional videos teasing the viewers curiosity that circulate through the 
videosharing platforms or the mobisodes and webisodes, designed to condense and summarize 
contents already offered on TV or to explore narrative patterns not already discovered by the TV 
ZHHNO\VKRZ9 In Italy, the traditional low serialized narrative formats representing the majority 
of the production of the broadcasters haven’t allowed yet the full development and exploitation 
of these mechanisms. Nevertheless, some efforts have been done both by broadcasters and pay 
79)RUH[DPSOH5$,ZRUNHGRQWKHXVHRIWKH:HEDQGRILWVSRWHQWLDOHIIHFWLQWKHLQYROYHPHQW





trailers. Although very interesting and new, this formula has not been used in the following years. 
The reasons behind this choice must be found, among others, in the average target audience of this 
NLQGRISURGXFWLRQ$QDO\]LQJWKHJRRGSHUIRUPDQFHRIWKHUHFHQWVHULHVVolare, it is evident that, 
although it had a good success on the commercial 25-54 year-old target (3.739.000 viewers), the 
core audience is composed by an older group of people, mainly over 65 (4.363.000 viewers) and 
the group 55-64 (2.219.000).10 
This attitude toward the use of new media and digital technologies to support TV serial narra-
WLYHVLVQRWPXFKGLIIHUHQWLIZHWDNHDORRNWRWKHSURGXFWLRQRIWKH,WDOLDQSULYDWHO\RZQHGPDLQ
broadcaster Mediaset. Nevertheless, as far as this broadcaster is concerned, it is possible to ob-
serve a certain interest toward the production of merchandising, able to extend the experience of 
vision and fruition on other channels. An example might be that of I Cesaroni, series from which 
ERRNVPXVLF&'VVWLFNHUVERDUGJDPHVDQGPXFKPRUHKDYHEHHQRULJLQDWHG6WLOOZHDUHQRW
facing a transmedia storytelling project yet. Apparently, among Italian broadcasters the only one 
ZKRKDVEHHQZRUNLQJRQWUDQVPHGLDVWRU\WHOOLQJSURMHFWVLV6N\WKDWEDFNLQZLWKWKHVHULHV
Quo vadis, baby? had started this trend with a product which, originally a novel, had been adapted 
LQWRDPRYLHDQGIRXQGPDQ\ZD\VRIEHFRPLQJWUDQVPHGLDOWKURXJKWKHXVHRIVRFLDOQHWZRUNV
WKURXJKWKH)DFHERRNSUR¿OHVRIWKHVHULHVFKDUDFWHUVRUWKHRIIHURIJDPHVIRUPRELOHSKRQHV
7KLV WUHQGFRQWLQXHGIRURWKHU6N\SURGXFWLRQVDQGLQSDUWLFXODUIRURomanzo Criminale – La 
serie (2008-2010, born from the same path: novel-movie-TV series) through viral videos posted 
RQ<RX7XEHDVSDUWRIWKHVHULHVPDUNHWLQJFDPSDLJQ6N\SURGXFWLRQRI79VHULDOQDUUDWLYHVLV
still short in number, nevertheless the broadcaster seems to be interested in carrying on this trend 
through some ongoing projects, such as Gomorra and DiabolikWKDWLQVRPHFDVHVHDVLO\¿WWKH
WUDQVPHGLDVWRU\WHOOLQJGHVLJQZHDUHWKLQNLQJIRULQVWDQFHRIDiabolik, announced for 2014, but 
already present on the Web through a short trailer).
1RZDGD\VLWLVSRVVLEOHWRDI¿UPWKDWWKHLQYHVWPHQWRQWUDQVPHGLDQDUUDWLYHSURMHFWVE\QD-
tional broadcasters is still very limited. The main reason behind this trend is the average age 
RI WKH WDUJHWDXGLHQFHRI WKH ,WDOLDQ VHULHV0HGLDVHW5DLDQG6N\PDLQO\SURGXFHSULPH WLPH
VHULDOGUDPDVDQGGRQRWKDYHSURGXFWLRQVVSHFL¿FDOO\DLPHGWRWHHQDJHUVRUWRWDUJHWDXGLHQFHV
highly familiarized with web and digital media. Other reasons might reside in the contraction of 
WKHEURDGFDVWHU LQYHVWPHQWVRQWKLVNLQGRISURGXFWLRQWKDWKDSSHQHGDIWHU WKHHFRQRPLFFULVLV
EHWZHHQDQG0RUHRYHU WKHUH LVDVFDUFHSROLF\RIGLYHUVL¿FDWLRQRI WKHVRXUFHVRI
income, since nowadays they are limited to the DVD release, without very inadequate exploitation 




this reason, despite the high production costs, the relevant transformations undergone in the media 
PDUNHWRIIHUPDQ\QHZRSSRUWXQLWLHVIRUWKLVNLQGRIHPHUJLQJSURGXFWV,QSDUWLFXODUWKRXJKVWLOO
IDFLQJDGLI¿FXOW\LQWKHVHULDOSURGXFWLRQH[SRUWWKHWUDQVPHGLDLQYHVWPHQWPLJKWJXDUDQWHHQHZ





production, using the narrative elements on different platforms and addressing them to different 
audiences. From the same concept many products and projects can sprout, exploiting all their 
potential.
As such, we believe it is very fruitful to focus this issue of the journal on European TV series, 
FRQVLGHULQJQDWLRQDOVSHFL¿FLWLHVDVDQHOHPHQWRIULFKQHVVZLWKLQWKHFRPSOH[DQGPXOWLIDFHWHG
frame of transnational production and circulation. One of the main reasons that prompted us was 
to see how research and studies on European TV dramas and TV series production circulate out-
side the context of national studies. As a matter of fact, a big part of these researches does not go 
beyond the national boundaries for several reasons, such as the linguistic problem and because 
VRPHRIWKHSURGXFWLRQVZKLFKDUHUHOHYDQWDQGVLJQL¿FDQWZLWKLQDQDWLRQDOFRQWH[WDUHQRWVROG
DQGNQRZQDEURDG7KHUHIRUHDVHFRQGLVVXHZHGHFLGHGWRLQYHVWLJDWHLVWKDWRIWKHFLUFXODWLRQRI
European TV dramas within the EU, as well as outside of the EU. Moreover, we found particularly 
interesting the investigation of the domestic and American characteristics of EU TV dramas (in 




7KLV LVZKDW KDV EHHQGRQHE\%HUQDUG3DSLQ DQG*XQKLOG$JJHUZKRVH DUWLFOHV DUH IRFXVHG
respectively on the French production Nicholas Le Floch (2008-) and on Danish Forbrydelsen 
LQRUGHUWRDQDO\VHLQWKH¿UVWFDVHWKHUHDVRQVEHKLQGWKHLQWHUQDWLRQDOVXFFHVVRI
a product deeply rooted in French history and culture and strongly connoted by its “frenchness”. 
In the second case, the main focus is on the combination of the genre elements (noir and mainly 
1RUGLFQRLUDQGLWVHIIHFWRQWKHWKUHHVHDVRQVRIWKHVHULHV3DROD9DOHQWLQLZRUNHGLQVWHDGRQWKH
QDWLRQDOSURGXFWLYHDQGUHSUHVHQWDWLYHVSHFL¿FLWLHVDQDO\]LQJ,WDOLDQGHWHFWLYHDQGFULPHVHULHV
strongly tied to the traditional genre called giallo.
Another issue that has been addressed by the contributors is the relationship between European 
and American quality TV. This is the main focus of the article by Stéfany Boisvert, who applied 
the concept of quality television to British production, underlining the evolution of the concept of 
quality and raising questions about the future of TV production in the UK. Lucia Tralli’s article 
is also concerned with British quality TV, focusing on the online activity of Downton Abbey’s 
fans. Not surprisingly, TV serial narratives are among the TV formats that are considered more 
engaging by the audiences who are involved in a rich and intense participatory activity, commonly 
labeled as IDQ¿FWLRQ, that is composed by several different practices. Mapping a wide range of 
DFWLYLWLHVLQFOXGLQJIDQVLWHV7XPEOUOLYHWZHHWIDQ¿FWLRQVDQGIDQYLGHRV7UDOOLIRFXVHVRQWKH
traits of Downton Abbey that seem to be more appreciated by the fans and to which they dedicate 
more time and attention.









in mind the relationship with American production, that invaded the scheduling of Polish broad-
casters after 1989, and which today represents the primary model for local production both from 
DQDHVWKHWLFDQGQDUUDWLYHSRLQWRIYLHZ$OVR7XUNH\KDVDUHODWLRQRIGHSHQGHQFHZLWKWKH86
VLQFHLQ7XUNH\FRPPHUFLDO79PDUNHWJDLQHGDFHUWDLQVROLGQHVVRQO\LQWKHVEHJLQQLQJD
prosperous production activity ever since. This activity also found another incentive in the 2000s 
WKDQNVWRWKHH[SRUWLQJRISURGXFWLRQVWKDWUHDFKHGDZLGHUDQJHRIFRXQWULHVIURP(DVWHUQ(XURSH
WR0LGGOH(DVW$FRQWUDU\PRYHPHQWLVLQVWHDGLGHQWL¿HGE\'LHJRDQGGHO0DU*UDQGtRLQWKH
KLVWRU\RI6SDQLVKVHULDOSURGXFWLRQDOZD\VVWURQJO\ OLQNHG WR WKHSURFHGXUHRI WKHDGDSWDWLRQ
from theatre or literature, which in recent years seems to favor the foreign (from US, Latin Amer-
ica and Europe) series formats replica.
Of course many topics and questions remain open, but we hope that the issue you are about to 
read may provide interesting and stimulating starting points for research and study into European 
TV series. 
This introduction, written by Veronica Innocenti, has been conceived and discussed by both co-curators.
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